supreme among foreign artists in this Salon is M. John Sargent, the American; his picture of the gipsy dance, ElJaleo, seems to have turned the head of all Paris."' Sargent's picture of a dance performance in southern Spain seems remarkably authentic, considering that it was painted in France by an American artist born in Italy, using professional artists' models who were neither dancers nor Spaniards, three years after the events it depicts.2 The eight by eleven-and-a halffoot canvas, and its numerous related studies, were inspired mainly by the fivemonth trip Sargent took to Spain during the winter of 1879-80, when he divided his time among Seville, Granada, and Madrid.
Sargent sent the finished painting to the Paris Salon, along with a second, very different picture, The Lady with the Rose (1882). This relatively conventional portrait of nineteen-year-old Charlotte Louise Burckhardt holding a white flower provided a strong contrast with his more daring Spanish subject. Although Sargent's portrait was praised, it was El Jaleo that became an overnight sensation, attracting a great deal of attention from both the public and the press, and making twenty-six-year-old Sargent "the most talked-about painter in Paris."3 Soon after the salon closed, Schaus & Company, a prominent New York art dealer, purchased ElJaleo, then immediately sold it to Thomas Jefferson Coolidge, a retired American diplomat. After much prodding by his good friend (and cousin by marriage) Isabella Stewart Gardner, he gave it to her. In 1915 the painting, installed in a specially designed "Spanish Cloister," became the centerpiece of the music room in Gardner's Boston home.
On one level ElJaleo is a typical example of the phenomenon known as Hispanism, that fascination with everything Spanish which became widespread throughout Europe, England, and the United States from the early nineteenth century into the twentieth. Hispanism was sparked by the sudden influx of British and French soldiers into Spain during the Peninsular War of 1808-14. Previously Spain had been isolated from, and largely unknown to, the rest of the world. Spanish influence is clearly evident in nineteenth-century literature by Theophile Gautier and Washington Irving; music, notably, Georges Bizet's opera Carmen, which premiered in Paris in 1875; and visual art as seen in the paintings of Edouard Manet, Eugene Delacroix, Thomas Eakins, and Mary Cassatt. Spanish artists, too, suddenly found themselves focusing on Andalusia, the most exotic, Moorish-influenced, southernmost part of their country, and the region where flamenco has traditionally held sway.4
However, the scene depicted in El Jaleo is quite different from the typically escapist fantasies painted by most nineteenth-century artists, including those from Spain. Works such as El Baile (Sevilla) by Joaquin Sorolla y Bastida (1863-1923; fig. 1 Thus, his letter indicates that the darker, more "pure" type of flamenco songs appealed to him, which is unusual, since true cantejondo (deep, or serious, flamenco singing) and bailejondo (serious flamenco dancing) were seldom appreciated by non-Gypsies. Nevertheless, it seems reasonable to assume that the flamenco music Sargent probably heard in 1879-80-and the effect he hoped to convey in this painting-was that of cante jondo. As demonstrated in both present-day and historical recordings, the typical cantaor (male flamenco singer) has a voice that is hoarse, harsh, and filled with raw emotion. Such a voice is adored by flamencophiles, but seldom appreciated by audiences accustomed to more mellifluous, conventionally pretty sounds. Serious flamenco singing has often been compared to the blues, because it conveys a gritty, unvarnished, anguished mood.8 Sargent's Eljaleo superlatively evokes the kinds of emotions expressed through cante and baile jondo. Yet much of the commentary on this painting by art historians has stressed the "artificial," "contrived," and "exaggerated" nature of this "studio production," crediting Sargent Many elements of Eljaleo contribute to its dynamic quality. Perhaps most obviously, the painterly surface of the canvas produces an impression of enormous energy. The swirling fringe and the dramatic gestures of both the dancer and the figures seated behind her further emphasize this dynamism. In addition, the dancer's position-far to the right of center-creates an unexpectedly asymmetrical composition. It also implies that she has already moved across much of the stage, and will continue to do so.
One other visual surprise, which creates an exciting and irregular visual rhythm and also balances the colors that dominate the extreme right of the painting, is the empty chair. Set between a palmero and the two guitarists, this lighttoned chair, with a single orange placed on its seat, echoes the white dresses and red-orange shawls worn by the other women. Aside from its usefulness in purely formalist terms, the empty chair is something that Sargent had probably observed on more than one occasion. In a flamenco performance, when the musicians are holding forth and no one is dancing, it is standard practice for the entire company to remain seated in a long line. When a dancer rises to perform, her chair will be left unoccupied. Thus, Sargent also suggests that the dancer, In fact, one of the most remarkable aspects of ElJaleo is its continuing resonance for casual observers, flamencologists, and flamenco artists alike more than a hundred years after it was completed. El Jaleo inspired both the name and the series of murals that adorn the interior of Jaleo, a Spanish restaurant in Washington, D.C., which was established in 1993, one year after Sargent's painting was the focus of a major exhibition at that city's National Gallery of Art. Reproductions of this canvas are still found on the walls of numerous flamenco dance studios, guitar shops, and related venues. Perhaps the best proof of ElJaleo s lasting appeal is that it is so obviously valued even by flamenco performers and scholars from Spain, who have not been eager to embrace foreign aficionados of this pecu- (fig. 11) .
Its impressive size, unconventional compositional structure, and its dynamic, sensual quality have made Eljaleo a symbol of flamenco for more than a century. In retrospect, then, perhaps it should not be surprising that even those critics who disliked Sargent's picture when they saw it in the salon singled it out as "one of the successes of the season."20 Even today, El Jaleo continues to impress viewers with Sargent's ability to convey-not a hackneyed impression of the swirling draperies and frenzied strumming typically associated with this kind of music and dancebut rather the deeply felt emotional core, the true spirit, of flamenco. 
Notes

